1 CTPYKTypa TBOPYECKOro Inpouecca. IIponssenennsa XymoKeCTBEHHON I€ATENbHOCTY 4eI0OBEKa
B K&XXJIOM OT/Ie/IbHOM CJTy4ae IPefiCTaB/IAIT COO0J YHUKAIbHBIN CIUIaB YHUBEPCAIbHBIX 3aKOHO-
MEpHOCTelT, MHAVBYYaIbHBIX 0COOEHHOCTEN U Helpeficka3dyeMbIX (aKTOpoB. VIMEeHHO Takoe Io-
HIUMaHIe MICKYCCTBa IOJIOKEHO B OCHOBY «Teopuu MporpeccMBHOrO LIMK/INYECKOTO Pa3sBUTUA KC-
KycctBa» @.JI. lllmura. B cTaThe mOKa3aHbl NEPCIEKTUBbI Pa3BUTUA 3TOV TEOPUIL.

Viktor Vlasov
Saint Petersburg State University, Russia

POST-RENAISSANCE ART AS A DISSIPATIVE SYSTEM

In the age “after postmodernism” studies of post-Renaissance art go beyond the traditional history
and are governed by the rules of the systematic interdisciplinary approach. In the second half of the
20th century the development of structural linguistics promoted the emergence of post-structural-
ism. Here the classical “world view” is interpreted as a transition from chaos to order. The purpose
of this new method is to study phenomena and processes as dynamic self-organizing systems. It is as-
sumed that the laws of self-organization are universal, meaning the transition from lower to higher
forms, and therefore applicable to the study of classical art and culture. Thus we can call the art sys-
tems “dissipative” (from lat. dissipatio — “dispersion”). The features of dissipative structures were first
described by I.R. Prigogine in 1947. According to him, a part of the energy of regular processes can
go over to the energy of irregular processes. Therefore, in the so-called non-equilibrium systems un-
expected qualitative leaps can lead to a more complex internal structure. This is true for the artist’s
behaviour and for the structure of creative process. Works of art represent a unique fusion of univer-
sal laws, individual characteristics and unpredictable factors. This understanding of art is essential for
the “Theory of progressive cyclic development of art” by F.I. Schmit. The article shows the prospects
for further development of this theory.

AxoBneBa Honna AnekcangpoBHa
Co103 xyoosxcHukos Poccuu, Poccust

/Kanposasa xponotunonorusa: basosasa reopernyeckas Mopenb
U ee MO3HABAaTe/TbHBIN MOTEHIATI

XPOHOTUIIONIOTMA €CTh BAPMAHT AMHAMUYECKONM CUCTEMBbI KaK ONMCaHMA PasBUBAIOLIENCA Iie-
JIOCTHOCTI. B ee OCHOBe JIeXXWT >XaHp KaK TUII XyHOXKeCTBEHHOIo 00pa3a — JIeaqbHOI COCTaB-
JIAIOLEIl IPOV3BEeHN VICKYCCTBA, 3aKOMPOBAHHOI B MaTepuae. XyJo)KeCTBEHHbII 00pa3 ecTb
cucTeMoobpasyolee Havaa0 Ha BCeX YPOBHAX JKaHPOBON THUIIOIOTMYM OT YHUKATBHOTO IPOM3-
BeJJeHN s, CBOVICTBA KOTOPOTO IPUCYIIM BCEM YPOBHAM CUCTEMBI, BIUIOTH 0 XY[JOXKECTBEHHOIO
obpasa Mypa. B peasbHOCTI XyOXKECTBEHHOTO IpoIiecca KKIbI KaHp XapaKTepU3yeTcs 0Co-
ObIM comepkaHyeM U (OPMOIL, MeeT HeOOXOMMBIN 1 JOCTATOYHbI Habop 0OpasHBIX eMeH-
TOB, CBSI3aHHBIX 0CO0O0JI CTPYKTYPOI1, U BBIIONHACT Ipucylye eMy ¢yHkuyn. IleppoanremenTamMn
XyIOXKeCTBEHHOI0 00pa3a Ha BCEX YPOBHAX CHUCTEMBI ABJIAIOTCA 00pa3bl Yel0BeKa, COIMYMa, LI-
BWIN3ALUM KaK BTOPOJ — PYKOTBOPHOM IIPUPOADLI, IPUPObI HEPYKOTBOPHOM U JyXOBHOM — MJIe-
a/IbHOJ — PeasibHOCTY B MX HeycdYepraeMoM MHoroo6pasmu. JKaHpoBasi XpOHOTUIIONOTHsS €CTh
yepapxmdeckas JMHaMUYecKas CUCTeMaA, CBOMICTBA KOTOPOI B Pa3/IMYHONM CTEIIEHY BhIPAKEHHOCTH
HPOSIB/IAIOTCA B PasHBIX BMJAX MCKYCCTBA, )KaHpPaX, KaHPOBBIX acconyanuax (cucremax). IIpo-
1jecc )KaHpooOpa3oBaHNs NMOJOOEH MHAVBUAYATBHOMY TBOPYECKOMY akTy. KaHpBI 1 »KaHpOBbIE
CUCTEMBI BO3HMKAIOT B OTBET HAa BHEIIHME BBI3OBBI, Pa3BMBAIOTCA COITIACHO BHYTPEHHEN IIPO-
rpaMMe (KOZLy caMOpasBUTYVA) M IOJ BIVSHMEM VMITYJIbCOB MHOTOC/IOMHOI Cpefbl (KOHTEKCTa).
Co3paB 0CcOOBIT Xy0XKeCTBEHHBII 00pas, OHY MPOJIO/DKAIOT CBOE Pa3BUTHE B VHIVBUYaIbHOM
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U KOJUIeKTUBHOM BocnpyATiN. C JIOKa/TbHBIMM )KaHPAMI B CHCTEMe COCEACTBYeT MHOXECTBO IIPO-
MEXXYTOYHBIX M/IM ITePeXONHBIX >KaHPOBbIX GopM. TeopeTndeckas Mofenb XXaHPOBOJT XPOHOTHUIIO-
JIOTUY anpoOMpoBaHa Ha MaTepuase pycckoit >xuponycu Hosoro Bpemenu. 9ta mMopenb: (a) mpe-
JOCTaB/IAET CUCTEMY NAapaMeTPOB IS U3YYeHMsI OT/E/NbHBIX )KaHPOB U >KaHPOBBIX aCCOLVIALIMI
(repmun I K. Barnepa) B ux craHoBneHun u passutuy; (6) co3gaeT BOSMOXXHOCTD ONMCATh BCIO
COBOKYIIHOCTD ITPOM3BEJEHNUII MIPOBOTO MCKYCCTBA KaK CTPOJHYIO KaHPOBYIO CHCTEMY B ee BU-
JI0BOM MHOTroo0pasny; (B) BBIABJIAET JIOTMKY XYA0KECTBEHHOTO IIpOIiecca ¥ HeKOTOpble (paKTOpbI
CaMOpPa3BUTHA MICKYCCTBA.

Nonna Yakovleva
The Union of artist of Russia, Russia

GENRE CHRONOLOGICAL TYPOLOGY: BASIC THEORETICAL MODEL
AND ITS COGNITIVE POTENTIAL

Chronological typology is a version of the dynamic system as description of developing integrity.
It is based on genre as type of artistic image — an ideal element of artwork encoded in the material.
Artistic image forms a necessary core at all levels of genre typology, starting from unique artwork,
whose properties are intrinsic to all levels of the system, up to the artistic image of the world. In ac-
tual artistic process every genre is characterized by special form and content, has a necessary and suf-
ficient composition of figurative elements, which are connected in special structure, and fulfil its in-
herent functions. Primary elements of the artistic image at all levels of the system are the images
of man, society, civilization as the second or man-made nature, divine nature and perfect spiritual re-
ality in inexhaustible variety. Genre chronological typology is a hierarchical dynamic system, whose
properties are manifested to different extents in various art forms, genres, genre associations (sys-
tems). The process of genre creation is similar to individual artistic creation. Genres and genre sys-
tems arise in response to external challenges, develop according to internal program (code of self-de-
velopment) and under the influence of impulses of multilayer environment (context). After creation
of a special artistic image, they continue their development in the individual and collective percep-
tion. Local genres in the system are adjacent to the plurality of intermediate or transitional forms
of genre. The theoretical model of genre chronological typology was tested on the material of Russian
painting of Modernity. This model: (a) provides a system of options for the research of individual gen-
res and genre associations (the term of G.K. Wagner) in their growth and development; (b) makes
it possible to describe all the complex of the world art as a coherent genre system in its diversity of types;
(c) identifies the intrinsic logic of the artistic process and endogenous factors of art development.

Silvia Pedone
University of Salento, Italy

REVERSING THE PERSPECTIVE: THE DEBATE ABOUT THE SPACE OF THE ICON
AND THE RENAISSANCE ICON OF THE SPACE

Through a re-reading of the positions of the major figures of the art historical and theoretical de-
bate about the problem of the pictorial representation of space, including the particular case of the
sacred space, the present paper aims at examining the strategic “perspectival” implications of the rad-
ical interpretation of the Renaissance alleged “discovery” of pictorial perspective offered by Pavel Flo-
renskij. In particular, I will focus on the somehow hidden ambiguity of Florenskij’s project, especially
crucial within the operative concept of “reversed perspective”, aiming at defending the substantial dif-
ference of Byzantine and Eastern conception of pictorial space, but also drawing on a methodic ap-
proach that is typical of the point of view of Western art history and criticism.
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